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Amongst the creative circle that surrounded Morris, and followed his doctrine, was the architect Philip Webb. It was he who most 
successfully embodied Morris's ideals in an architectural form. This was perhaps due to the close collaboration that must have 
existed between the two when Webb designed Morris's home, the Red House in Bexleyheath, Kent, 1859. Often considered the 
epitome of the Free English Style (the Arts and Crafts Style as it was later more commonly known), the Red House shows an 
unprecedented degree of sensitivity towards site and location. Also evident is a strong concern for structural integrity and a 
profound respect for local materials and building methods. These principles manifested themselves in a solid, robust 
architectural style that was romantic, rural, crafts based, anti-Classical and strongly anti-machine. One of the style's most 
fundamental ideas was the notion that a building should be a complete work of art inside and out. To Morris and his friends and 
colleagues it was inconceivable that you could achieve any kind of pleasant or harmonious environment by assembling different 
styles of furniture, ornament, upholstery, drapery and wallpaper together in one space. This kind of visual crowding of Victorian 
eclecticism was extremely distasteful to these pioneers and they renounced it in favour of an uncluttered, modest style where 
quality rather than quantity was important, and where every element of a building and its interior was carefully but simply 
designed by the same mind or by members of a like-minded group. 
This shift of focus, as is the case with most architectural movements, was born out of a change in social thinking. Many of its 
exponents and practitioners, including Morris himself, were socialists. They saw that the ever increasing industrialisation and 
commercialisation of the city life was having a deep corrupting influence on those who were part of it - morally, mentally and 
physically. These social reformers did not stop at the immediate built environment, but were also keen to readjust its framework 
through schemes such as the Garden Cities and suburbs. They even touched on peoples day to day lives with campaigns like 
those of the Temperance Movement. They thought that bringing people back to a fresher, more natural existence would 
alleviate them of their pollution and stress induced problems, following Morris hope that it may be possible for us to 'produce to 
live and not live to produce' - sentiments t�at �e �t!y_gi��ed tg. J
' 
Charles Rennie Mackintosh, with his firm belief that art, architecture and the crafts were all part of one creative whole, can be 
seen to be paying respect to the Arts and Crafts tradition. In fact, among his strongest influences were Voysey and Lethaby, 
both architecturally and intellectually. Voysey's white rendered houses with their low eaves and buttressed walls are clearly 
reflected in Mackintosh's domestic architecture, while Lethaby's publication, "Architecture, Mysticism and Myth" had particular 
resonances for Mackintosh who drew heavily from Celtic symbolism in much of his work. In fact it was this feature that earned 
him and his group of like-minded friends the name "Spook School". He also expresses a strong lack of comprehension .for the 
Classicism which surrounded him: 
"How absurd it is to see modem churches, theatres, banks, museums, exchanges, municipal buildings, art 
galleries etc, etc, made in imitation of Greek temples. I am quite conscious of the dignity of Greek temples ... but 
to be imported into this country and set up for such varied purposes, they must surely lose all their dignity" 
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